introduCtion the kalevala-metric (km) song tradition of estonians and other balto-Finnic peoples (Finns, karelians, izhorians, votes, setus) may be as old as 3000 years.
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The present paper discusses the connection of necromantic songs, spread in the Kalevala-metric Kalevala, balade, žalostinke, baltsko-finski narodi, žanri. the 20th centuries, thus displaying features characteristic of the songs of that epoch -that is, the partial fading of the tradition and feminization of its subject matters and viewpoints.
even though the estonian km songs include very archaic mythological motifs and rudiments of more ancient epic forms, their main body is, nevertheless, lyrical or lyro-epical. as for the latter, the emphasis is decisively on ballad-like themes and aesthetics. These may have been introduced into the song tradition at a relatively late period -beginning, at the earliest, perhaps with the 17 th century or even later, when the cultural (including poetic) influences of renaissance and modernity began to penetrate the popular culture of europe's more peripheral areas. The surviving km songs of the period represent a kind of mixed genre, wherein a stratum of new themes and attitudes has formed on top the ancient kalevalacode, the one-time poetic sacral language of the balto-Finnic peoples (cf. kuusi 1994: 41 ff.) . at the same time, the change is not unidirectional towards innovation -the ancient poetic metre and its inherent logic (as well as the compositional peculiarities of oral culture, of course) "break up" the more modern themes, and the story-patterns presented by the songs are rather rudimental and therefore hard to follow, perhaps even incomprehensible, especially to the modern man at home in a written literary tradition. it would seem that in addition to international loan stories -like family dramas and stories of manslaughter -, there has, in numerous cases, occurred a symbiosis of some old mythological and shamanistic theme with a newer, person-and conflict-centred stratum. it is a section of that latter kind of texts -namely km necromantic poetry -that the present article discusses. Those are songs describing a person's relationship with his or her dead relatives which also include corresponding dialogues, characteristic of the ballad genre. The question raised here is about the genre-specific genesis of those songs. at the same time, attention will be paid to the aspect of customary observances, and on the possible function of the songs in a traditional society.
in addition to the songs, my interests as a researcher have in recent years bent towards a more ancient genre -the burial laments. in estonian and Finnish popular cultures, subjected to lutheran influences, lament as a genre is unknown. obviously the practice of conversing with and commemorating the dead through ritual weeping has, over the centuries, eroded from the tradition. in north-east europe, however, lamenting is well preserved among those balto-Finnic peoples who have lived within a greek Catholic cultural context (the karelians, vepsians, izhorians, votes), naturally also among (northern) russians, as well as among several more easterly Finno-ugric peoples in the northern parts of russia. on a few occasions, during my field-work in vepsian villages, i have had the opportunity to document lamenting in ritual situations -an experience that has given rise to closer interest in the social function of the phenomenon, as well as in whether, how and what may compensate for its lack in cultures that have lost the practice of lamenting (like the estonian or Finnish cultures).
lamenting has survived into relatively recent times (or even into the present) not only in north russia, but also among south european nations -the hungarians, greeks, evropska pesemska dediščina? / a european song heritage? and others. From a modern point of view, it might thus be classified as a east european phenomenon, as it were; a phenomenon that is distributed along an imaginary axis from north russia down into the balkans (cf. honko 1974: 13-14) . being better acquainted with the specific features of northern europe, i shall in this paper focus mainly on that region.
baltic-Finnic peoples of northwestern russia: 1 votes, 2 izhorians, 3 ingrians, 4 karelians, (tver), 5 vepsians, 6 setus. neCromantiC poetry in balto-FinniC popular Culture it is remarkable that the inter-genre relations between laments and ballads/songs are different among various balto-Finnic peoples. in karelia and north russia, lamenting as a poetic code is relatively autonomous of the rest of the song tradition (cf. honko 1974: 19-20; čistov 1982: 104, 110-111; nenola-kallio 1982: 79-81) . the poetics and language of the laments is very rich, indeed epically monumental there. the poetic vocabulary and the madis arukask, on the inter-genre transitions oF laments and kalevala-metriC songs … manner of its operation form an independent system, with few offshoots into other poetic genres. similarly, lamenting is metrically quite liable to change there, and may seem very spontaneous -that is, not at all song-like -to one ignorant of the practice. lament as a performance, as i can assert from my own direct experience, is also completely different from singing there. vocally, it constitutes a rather more speech-like technique, where, judging by the european musical standard, the text is intoned "incorrectly" or non-contemporarily. popular religion props this way of performance up by the traditional belief that it is precisely that mode of vocal and poetic addressing that can reach the deceased, so that he will be able to hear and comprehend it (for example honko 1974: 38, 57). Thus, the association and the causal explanation of the peculiar monumentality of the genre are very functional. moving on to the more southerly balto-Finnic peoples, however, we find a different situation. lamenting tradition is present here among the ethnic groups of the historical ingermanland -the votes, the izhorians and, curiously, also the lutheran Finns (ingrians) inhabiting that area. Finns settled in ingermanland in the 17 th century when, as a result of the swedish-russian wars, the territory temporarily formed part of the swedish kingdom and underwent an attempt at repopulation with lutherans (kolga et al. 1991) . it may, however, be presumed that in many cases, former izhorians were induced to adopt a Finnish identity, which in turn would explain the practising of lamenting among the local Finns.
Compared to the lamenting tradition of karelians, vepsians and north russians, that of the above-mentioned peoples of ingermanland is much closer to the km song tradition. in the tradition of the setus, inhabiting south-east estonia and areas on both sides of the border with russia, lamenting and singing share an even greater amount of common features; here, it would often be justified to speak about laments transformed into singing, both in the poetic and the musical sense. The lamenting tradition of the setus and also of the peoples of ingermanland is relatively close to the stratum of necromantic poetry in the km songs. remarkably, such songs can be found not only in the tradition of the votes and setus, but also among estonians, raising the question of what might be the origin and function of those songs here.
Characteristically, such necromantic songs describe a communication situation whereby the feminine first-person protagonist of the lyrical or lyrical-epical km song enters into communication with a dead and buried relative (on this issue, see also valk 2000; lintrop 2001; arukask 2004 ; also see examples of estonian texts in the appendix). in the majority of cases, the deceased is mother (and/or father) like, for instance, in the estonian song type "on mother's grave"; in ingermanland it may also be brother -in any case, it is a close blood relation, not anyone else. 3 The aim of the communication is to plead for help; frequently the plea is occasioned by preparations for getting married -the mother is invited in the song to prepare the dowry. among the necromantic songs of the setus, mother's conversations with her dead daughter can be found, too. in that case, too, the wedding allegory is prominent -the daughter is said to have "married a dead man", that is death himself, and the mother may expect her (according to the wedding customs) to come to see her father's home for one last time. however, here it must be kept in mind that the allegoric and, as concerns the customs observed on each occasion, even concrete identification of death and marriage (as liminal rites) has been wide-spread among many peoples in various parts of the world (cf. honko 1974: 51-52; bernshtam 1979: 140-145; čistyakov 1982: 119-120; baiburin and levinton 1990) .
besides pleading for help, the second feature characteristic of the communication is emotionality -the person visiting the grave (who is often also an orphan) longs for the support of the deceased which she deeply misses. a common motif in km songs, in this connection, is the invitation to "stretch a hand out of the sand". Thus, a mental effort is made to overcome the separation even physically; in quite a few texts, the lamenter catches a glimpse of a familiar piece of clothing in the opening grave. yet those attempts at contact described in the songs remain futile. at best, the unfolding dialogue reveals the impossibility of resurrecting the loved one and receiving help from her; even though the mourner is consoled, the consolation remains primarily psychological. even if the helping activities of the deceased parents are actually described (as in one of the examples presented here), it is still rather allegorical, offering moral support to the protagonist of the song (and her sympathizers).
such communication situations described in the songs may be initiated by the mourner(s) pleading for help who visit the grave. in several songs, however, the contact is described as happening incidentally, as a result of a girls' throwing game. as the projectiles are thrown, one of them flies into a graveyard (or church road, or into the heaven, etc) and lands with a clop on the coffin's lid, sometimes even breaking it. This can be seen as a onetime ritual preparation for establishing a relationship with the otherworld, perhaps even a special (magical, shamanistic) manipulation in order to cross the boundary between this world and the other.
Characteristically of the lyrical-epic discourse, such primeval elements remain mere vague substratal implications in the texts. The estonian, setu and ingrian songs all alike are dominated by a sense of fatalistic inability to change reality and of being subjected to a higher law. juri lotman (1984) has described the religious model of culture and its characteristic type of relationship between this world and the other as unequal and underpinned mainly by mere hope. a magic relationship, on the contrary, is one between equal partners, characterised by the logic of exchange, reciprocal activity and a "juridical" nature sometimes taken even to the point of contractuality. it is in the border areas between those two types of relationships that the necromantic song texts move. The texts "remember" one-time beliefs according to which contacting the deceased and even his/ her resurrecting were part of a magical reality, while the singers of the final decades of the 19 th century have clearly been stuck with a more recent religious persuasion which did not allow for a deceased's resurrection before the last judgement. Therefore, in those songs, even a dialogue with a deceased mother or brother constitutes not magical negotiations, but rather a kind of psychologized poetry.
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The latter, however, is particularly closely connected to ballad as a genre. a relatively unmystical, practical act of communication has turned into a kind of eerie story that puts personal suffering in the foreground, even though it may not yet happen very convincingly in the archaic km song. all the earlier mythological motifs have also turned into curious details. The projectile's clop on the coffin lid which, as a mythologem, ought to be interpreted as a sign of important changes in the course of events, a kind of discoursive marker, has in the ballad been reduced into a mere argument preceding an even more shocking event -the opening of the grave and/or coffin. undoubtedly, similar stylistic features characteristic of ballads have emerged and been polished to a far greater subtlety in the more modern european tradition of end-rhyming ballads. The balto-Finnic km song remains, in this respect, primarily an interesting transition genre, bridging the gap between the earlier lamenting code and the topicality of the modern ballad. so what have been the factors, besides the above-mentioned pressure of clerical authorities (in the lutheran cultural space) and the imported fashions of modernity, that have brought about the disappearance of laments (primarily burial laments) in the estonian tradition, and their transformations into more song-like recitals among the setus and the ingrians? some reasons For inter-genre transitions it should be possible to explain the transformation of lamenting as a poetic genre and practice into more song-like recitals with some broader social factors. that is what i attempt to do in the following analysis.
perhaps the most universal and important problem within the broad subject of human beings and death, in all archaic cultures, is the posthumous relationship between the living and the dead, more precisely the fear of the dead, its suppression and control. it can be said that a major part of all the death-related customs of various peoples is dedicated to this topic. in addition to behavioural observances (like the commandments and taboos related to the burial situation, customs related to remembering the dead, etc), it also concerns the relevant poetic texts. as an act of speech and a communication strategy, lament makes a substantial contribution into such (magical) diplomatic relations with the deceased. in the summer of 2005, during fieldwork in south karelia, i had the opportunity to record about half an hour of lamenting (in russian), when an old woman lamented on the grave of her husband who had passed away about a year earlier. The performance began with a typical ritual waking up of the deceased; next, he was informed, through the lament, of the problems of daily life encountered in this world; then he was asked to pass on greetings to the relatives sojourning in otherworld, and finally urgently requested not to interfere with the lamenter's daily life by visiting his former home at night -she was namely convinced that her husband had been paying nightly visits to their house.
The above-mentioned motif of clattering, present in the km songs as a discoursive marker that signified the beginning of setting up relations with the deceased is also represented in the texts of laments. north russian laments begin with an invitation to the elements to come and wake up the deceased: the primordial element(stormywind,roaringandclattering)hasbeennotonlydescribed, butalsoimitatedinpractice.Intheabove-mentionedlamentperformance,thelamentermade sweeping,wind-raisingmovementsabovethegravewithascarfshehadbroughtalong.Also, uponarrivingonthegrave,sheutteredthewords:Здравствуй дедушка, Христос воскрес! Все покойнички пришли (Welcome,daddy,Jesushasrisen,allthedeceasedhavecome),thereby carryingoutacosmogonicactofawakening,asitwere,thespecificfunctionofwhichwasto begincommunicationwiththedeceasedaccordingtotherelevantcustoms (Vinogradovand Lozanova1941:109; BaiburinandLevinton1990:82-83; alsoHonko1974:29-30) .
Thus, the lamenting session as such exemplifies the legal possibilities for communicating with the dead, begun by inviting the deceased to rise and concluded by sending him back, as it were. although a large part of the textual body of the given lament consisted in the lamenter's personal and deeply tragic complaining of her current situation and forlornness, this is not quite related to the modern person-centred problems characteristic of the ballad. The point is that in the laments, descriptions of personal misery and forlornness verge on a kind of accusing of the deceased. Thus, a very practical magical struggle between this world and the other takes place in the laments, in which the lamenter is a kind of gate-keeper and a medium. in setu laments (see example in the appendix), there occur attempts to bring personified death to justice, and the attitude towards a newly deceased person may be quite aggressive. an accusing attitude towards the deceased is very characteristic of russian laments, especially immediately after death (vinogradov and lozanova 1941: 106-107) .
hence it is understandable why lament in its earlier forms and functions (as it can be observed in karelia and north russia) is rather a technique than poetic creation. in 2007 and 2008, i recorded another vepsian lamenter whose behaviour on the graves of her loved ones indeed resembled technical work -she was able to enter very quickly into the state of possession required for lamenting, and also to come out of this state very fast. lauri honko (1978) has viewed the lamenter as a shamanistic expert of otherworld. The lamenter is thus a professional who actually can't afford any artistic or emotional "weaknesses" but must, in the ritual situation, fulfill the social multiple role allotted to her.
The function of singing, however -and especially ballad singing -is to tell a story for entertainment, in which the supernatural, the critical and the terrible have been artistically modelled. Therefore, the "i" of the laments is not really identifiable with the lyrical "i" of the songs. genre transitions may take place on the textual level, but the emphases are different.
as concerns gender, lamenters in the european cultural space are mainly women, although there are a few examples of men lamenting. in estonia, setu and ingermanland it is indeed women who have, during the last few centuries, also been the main singers of the km songs. This, in turn, explains the disappearance of the epic km song tradition in those regions. in karelia, however (where, as we remember, lament is much more autonomous of the songs), the masculine epic km song tradition, which elias lönnrot used to lay the foundations of the Finnish national epic Kalevala, has been known up to recent times. at the same time, the northern russians are the last carriers of east slavic culture who have retained the epic tradition of bylinas. once again we can note the areal unity of karelia and north russia (in spite of the language difference), as opposed to the more westerly and southerly regions and peoples.
ballads, including the family stories built on shock and conflict, are not unknown in the karelian-north russian area, either (cf. kiuru 1994; also papers in oinas 1969); but in the general genre system, it is the epic tradition, as well as the above-mentioned epic lament tradition that has remained vigorous up to the present time, which hold a prominent place. The preservation of the epic tradition has been supported primarily by the greater autonomy of the male culture in the north -less employment in agriculture and a greater involvement in hunting and forestry, which have offered men a chance to preserve their own repertoire and register. such a specificity has probably rather isolated the symbiosis between lament, epics and the ballad, whereas more to the south, we could observe an opposite tendency.
From a social aspect, we might also keep an eye on the cultural specificity connected with collectivity and individuality in the traditions we are scrutinising. one feature of the ballad as a modern genre is the emergence of the individual modern "self", capable of opposing himself to the earlier epic collectivity which always set the interests of the clan foremost, and in which the individual, in the modern sense, has been practically non-existent. The masculine epics has rather admired the hero as a champion, without seeing any need for or sense in comparing or even identifying him with the simple suffering human being. in the laments the specificity of the lamenter as a spokesperson of the society and, only after that, as a personal "self", has been particularly well preserved -whereas among the more southerly peoples, where the lament has blended more thoroughly with the km song, that characteristic is on the wane.
agricultural patriarchal societies have, as such, been very collective. in them, ballads and ballad singing (as well as the telling of folk tales) have offered a kind of psychological compensation to those who have been socially more marginalized. The desire for individual love and recognition expressed in the ballads may, at some point in time, have constituted one of the very few legal opportunities of self-expression for teenage girls -the main singers of km songs in estonia, setu or ingermanland -, who lived under the dictate of older members of the extended family. This provided a gateway for the modern, person-centered identity which nowadays may seem so natural and self-evident to us.
probably, however, the karelian-north russian culture had preserved, in addition to the masculine epic forest culture, a more primordial individualism based on personal autonomy, enabled by sparse population, influences of an animistic nature religion, weaker ties with agriculture and husbandry, and removal from administrative centres of power. This kind of a social situation could hardly have avoided exercising an influence on the poetic genres and on functionality in a more general system, explaining, in our case, the more monumental independence of genres in the northerly areas.
together with social modernization, aesthetic perception and the corresponding preferences have changed, too. in case of the ballad tradition, this means that the onetime pre-Christian mythological reality has gradually lost its persuasiveness, getting rather demonized and shifting into the sphere of entertainment. in the lyrical-epic km ballads of estonia, setu and ingermanland, it is possible to follow from song to song how the onetime divine characters (like the estonian kalevipoeg or the setu päiväpoiga/ sun's son) have been reduced to criminal antagonists. The relatively neutral underworld of the mythological world view has, in the km ballads, become the realm of demons antagonizing the failed upper-world hero, animistic nature spirits have become murderers, and so on.
Thus we can see how one of the "central arenas" of lament subjects -the otherworld and the deceased sojourning there -begins, in ballads, to forego its ambivalent neutrality and to take on an increasingly negative role in the balladic, conflict-centred way of depiction. The primeval relation of partnership turns into an opposition between this world and the other, the cultural and the extra-cultural, the human and the demonic, which indeed constitutes one of the most characteristic features of the balladic world reflection as compared to the earlier poetic world of the km songs. it is only in a later, more romantic stage of evolution that the pre-Christian and the primeval may restate its value in a new quality -but at least in the km ballads, this (as yet) is not to be noticed in practice.
in this way, it becomes understandable how laments have been transformed into necromantic ballads -a change contributed to by changes in world view and way of life, gender and social peculiarities in different cultures, but obviously also an intervention of high religion, as far as the suppression of old burial customs was concerned -the latter being the case mainly in the lutheran cultural space. at the same time, the km ballads, unlike the newer end-rhyming song tradition, have not completely detached themselves from the customary aspect -necromantic songs have circled (in estonia, for example) as a substitute for the laments -and it is also known that such songs may have been sung by the bride, visiting the cemetery during the wedding rituals, if any of her close relatives (e.g. one of her parents) was dead (cf. salve 2000: 67; also valk 2000: 265) . The invitation -through lament -to establish temporarily a legitimate contact with the world of the deceased has been substituted by a poetic invitation to help a maiden about to get married -as revealed by the song texts, themselves.
ConClusion several questions, of course, remain unanswered. What becomes of the representation of an immediate grieving relationship when the lament disappears, as it has happened in estonian and Finnish traditions? one possible answer would be that such self-expression has been channelled into the necromantic songs we have examined, which have also been associated with ritual situations (if not in the burial customs, then at least in the wedding rites). at the same time we might counter with another question: did the older epic culture involve anything like personal grief, at all? perhaps this has, indeed, emerged only together with a more modern cultural situation, finding its expression in the song-like lament (like the setu ones), and even more strongly in the km necromantic (proto-) ballads?
another issue that remained undiscussed in the present article is the musical aspect of the songs and laments, the role of which in the described processes of change should also not be underestimated. The possibility cannot be excluded that even more modern music may have played a far from insignificant role in the transformation of moods, as well as of the contents of older songs (and perhaps, of the laments), especially in the case of the ingrian and setu laments becoming more song-like. undoubtedly, however, the more modern fashions have exercised a broader influence on the regression of the lament tradition, or on its turning more lyrical and more person-centred, as characteristic of modernity. it is precisely among the balto-Finnic peoples located closer to the cultural centre of europe that we can note a greater dynamic of change.
in this respect, the lyrical balto-Finnic cultural space of the southern and western areas was contrasted by the more northern and eastern areas with their greater use of the epic evropska pesemska dediščina? / a european song heritage? both in their songs and laments. yet even when observing performers of the contemporary karelian-north russian lament tradition, we must keep in mind that they are, regardless of all, people who have inhabited the modern world for a long time, people whose modernized emotional world must inevitably have its impact even on the lament texts created within traditional frameworks. nevertheless, if the km form had a conserving and, after its own fashion, recreative impact on the balladic themes penetrating into it, the same can also be said of the karelian-north-russian epic lament form which rectifies the emotions of the reciter during the performance, bringing her under greater collective control.
We can also treat the lament as a possible source of themes for the modern ballad. The mythological conceptions which, in reworked form, have added much genre-specific mysticism and thrill to the ballads, may have got handed on not only through the earlier epic tradition, but also through laments -that is valid especially for such regions where lamenting in its original function was able, for a certain period, better to resist the modern changes. here, the differences between the poetic genre systems of various north european balto-Finnic peoples offer a good opportunity for modelling and observing that transition.
Finally it should also be underscored that even the km song tradition surviving into the present cannot be regarded as a mere transition form from the old to the new (as it may have appeared from the present article). it constitutes a poetic code, evolved and crystallized over the centuries, the life span of which in the balto-Finnic cultural space surpasses many times the age and experience of the end-rhyming -including the balladic -poetry. 
